In sixteenth-century Europe, the dominance of Italian culture caused a variety of responses in territories north of the Alps. Lands such as Poland with strong religious or dynastic ties to Italian states were keen to emulate their culture. In other territories such as France, the import of Italian cultural practices prompted patriotic resistance.
previously lived in Italy. 7 Italian secular vocal music, mostly Venetian editions probably acquired in the 1580s). 9 Yet there was another strand in the German response to Italian secular music that until now has not been researched. This strand ran through the schools and churches of central Germany from the 1570s onwards, particularly in the Lutheran heartlands of Saxony and Thuringia. Pastors and teachers here were repelled by the erotic texts of Italian villanellas and madrigals, yet they and their pupils could not resist the singable qualities of this repertory. Using rhetoric influenced by German patriotism, they attacked Italian secular music as an insidious foreign influence that was corrupting traditional German values of piety and valour. They sought to purify the repertory of villanellas and madrigals by replacing the Italian texts with devotional or moralistic words in Latin or German. Through such contrafacta they hoped to recover the virtue they believed was inherent in all music, and to make the attractive Italian melodies into a morally uplifting repertory for schoolboys. The four anthologies show that the Thuringian city of Erfurt was an important centre for the dissemination of secular Italian music, predating in some ways the better-known activities in Nuremberg. Indeed, Bacusius's Primus liber suavissimas…cantilenas (1587) was published a year earlier than the first volume of Lindner's Gemma musicalis, yet contains contrafacta of some of the Italian compositions that would later be reprinted by Lindner. That Thuringian towns were centres for the dissemination of Italian music is not surprising, given their position at the crossroads of trade routes. Erfurt stood at the junction of the Via Regia running from Frankfurt am Main to Lusatia and Silesia, and the Völkerstraße running from Nuremberg (with its connections to Italy) to the Hanseatic towns of northern Germany. 13 But whereas Nuremberg's music publishers catered for a market across German-speaking lands, the Erfurt printer Georg Baumann mainly supplied a 10 RISM 1576 2 (RISM A/I S2229) and 1580 7 . 11 RISM 1587 14 . 12 Following a discussion of Lutheran beliefs about the power of contrafacta to purify shameful songs, I examine the process of adaptation in each anthology. In the 1576 and 1580 Cantiones suavissimae, lewd villanellas were converted into pieces resembling the didactic Latin odes used in schools. Bacusius's 1587 anthology praised the mastery of Italian composers, yet he still had to change the texts to make these pieces acceptable for school use. Finally, Lindemann's Amorum filii Dei decades duae showed the limits of the contrafactum technique: a 1605 ordinance decreed that these dance-songs were too frivolous for church use, even when supplied with sacred words.
German patriotism and anti-Italianism
In the sixteenth century 'Germany' and 'Italy' did not exist as nation states, yet people from these lands had a strong sense of their collective identities. Such identities were partly shaped by language and culture; also influential was the Hippocratic and Ptolemaic view that the climate of a region shaped the temperament of its people.
Thus the Germans, living under cold skies, were likely to be an austere people, whereas the warm sunshine of Italy supposedly encouraged a sensual and impassioned character in its inhabitants. Patriotism was also fuelled by comparisons with other peoples and territories: as Caspar Hirschi explains, 'nations are products and producers of a competitive culture and engage in endless contests about material 14 No adequate study of Baumann as a music printer exists. Two articles in musicological reference works (D. W. Krummel Latin epigrams condemning Italian humanists as pederasts and sodomites whose sexual urges undermined any attempt at scholarly discipline. 20 In 1505 Jakob Wimpheling's Rerum germanicarum epitome contrasted the praiseworthy achievements of Germans with the corruption of Rome. 21 Anti-Italian feeling was fuelled by German grievances about the papacy's political power and financial demands. Around 1500 such opposition to the papacy led many Germans to look to the Holy Roman Emperor, Maximilian I, as a potential defender of Teutonic customs and laws against the influence of Rome. An anonymous poem of 1513, Die Welsch Gattung, calls on the emperor to reform the political corruption and immorality spreading northwards from Italy. It warns:
Beware, you German nation, Of the wind that comes from the south:
The saying is, it is not healthy. 22 Invoking the Hippocratic notion of climate as shaping temperament, this passage interprets the warm Mediterranean wind as threatening the virtue bred in colder German climes.
With the onset of the Lutheran Reformation, German Italophobia took on a strongly anti-Catholic character. 23 But there now is a perversion of talents, so that many disgrace the worth of this divine science, not merely with loves repulsively pertaining to prostitutes, but furthermore they are unafraid of displaying every baseness for their pleasure. One such example comprises French and Italian songs with their soft and voluptuous meanings, which when sung then heard strongly excite the soul. It is truly to be lamented that the sweetest rhythms are exposed in the showy costume of courtesans-for the public as in the theatre-which are most shameful and hinder the tender youth. 41 Schröter 
Lutheran notions of contrafacta
Faced with the dangers of Italian secular music, Lutheran teachers and pastors sought to purify it by making contrafacta. Changing the texts of madrigals and villanellas to eliminate erotic subject matter was not unique to Lutheranism. Similar techniques were used by Italian clerics as the Counter Reformation took force: Father Giovenale Ancina published a collection of sacred contrafacta of three-voice madrigals, Tempio armonico della Beatissima Vergine (Rome, 1599), 46 and in an extant copy of the anthology L'Amorosa Ero (Brescia, 1588), he used pasteovers on individual words to convert the erotic texts into spiritual ones. 47 For Ancina, such contrafacta were a way to replace 'obscene, indecent and dirty texts' with words that were 'honest, decent and holy'. 48 He claimed that carnal men refused to sing contrafacta, indicating their pleasure was in the texts rather than the notes. 49 The Lutheran teachers and pastors who made contrafacta followed a similar agenda of moral purification, yet they also subscribed to a distinctive notion of the intrinsic holiness of music. Removing erotic texts from Italian madrigals allowed this God-given goodness to shine unimpeded from the notes.
Luther praised the innate holiness of music in his Latin preface to Georg Rhau's Symphoniae jucundae (1538), subsequently published in an enlarged German version in 1564. 50 Extolling music as 'this exquisite, useful and cheerful creation of God', he noted that 'through knowledge and diligent practice in it, you can expel shameful thoughts and avoid bad company'. 51 Furthermore, 'when the natural music is strengthened and polished through art, one firstly beholds and recognises (yet 46 cannot comprehend) with great amazement the great and complete wisdom of God in his wondrous work of music', in particular in the polyphonic combination of separate voice-parts. 52 The intrinsic godliness of music is evident in its power to banish the devil, shown by the story of David's harp driving evil spirits out of Saul. 53 Lutherans were also strongly aware of music's power to make a text more powerful and persuasive. Such a view was articulated repeatedly by Melanchthon, for instance in his preface to the Psalmodia, hoc est cantica sacra (Nuremberg, 1553) compiled by the Lüneburg school conrector Lucas Lossius. Noting the affective power of music ('How can we grasp the fact that our spirits are stung by these motions of air? We must recognise them as works of God' 54 ), he commended that:
'Our ears are drawn to song, and delightful harmonies penetrate deeper into our minds and stick more tenaciously in our memory.' 55 Luther's Tischreden condensed this belief into a vernacular axiom: 'The music makes the text come to life.' 56 The practice of contrafacta suggested that music's power to vivify a text was not bound to a single set of words, but could be easily transferred to another set of words, bringing them to life in turn; indeed, some publications of the period describe the process of making contrafacta with the word 'transferirt'. 57 Such beliefs about music's holiness and affective power underpinned Lutheran attitudes to the making of contrafacta. In 1556 the theologian Erasmus Alber declared:
'My way is that where the good music has a bad text, then I give such music a good text.' 58 Alber made this comment within a refutation of the anti-musical reforms of Andreas Bodenstein von Karlstadt; he was defending the use of Latin plainsong in church, with the words changed if necessary to avoid promulgating 'bad' doctrine. 52 'Wo…die natürliche Musica/ durch die Kunst gescherfft vnd polirt wird/ da sihet vnd erkennet man erst zum teil (denn gentzlich kans nicht begrieffen noch verstanden werden) mit grosser verwunderung/ die grosse vnd volkomene weisheit Gottes/ in seinem wunderbarlichen werck der Musica'. Ibid., sig. B1 r . 53 Alber's maxim was then adopted by Lutherans to justify the practice of contrafacta more generally. In 1631 it was quoted by Frick in his discussion of how to avoid 'wanton, lascivious and shameful songs'. 59 His notion of rescuing the intrinsic goodness of music can also be detected within the collections of contrafacta published in Erfurt in the late sixteenth century.
Even before the anthologies of Italian pieces were published in Erfurt, a manifesto for the use of contrafacta can be found in the collection of song-texts, In the dedication of his collection, Knaust explained the pedagogical purpose of his contrafacta:
I have taken some shameful street-songs and riding-songs and transferred and modified them to a sacred or moral sense and text…so my pupils should apply these new texts to the tunes when they wanted to practise singing and to omit the lascivious texts. For although the old compositions are good and especially pleasing to me, I did not like the words, and have therefore changed them. 62 Knaust explained that he valued the melodies partly for their intrinsic qualities and partly because of his personal familiarity with them: 'I am content with the old songs on account of their skilful composition and because in my youth I first learned to sing 59 Ludwig Helmbold, the man and best poet, who skilfully works with his admirable talent, has converted many French and Italian songs for better use in singing, applying those meanings that have dignity at the same time as gravity, not just for moulding the boys in virtue and intellect, and for preserving their best qualities and strengthening the customs of most, but also for enticing them to the rudiments of piety with pleasure. 67 As in Knaust's song-book, the contrafacta have a pedagogical purpose, reworking attractive music so it can become a vehicle to communicate principles of piety.
Additionally there is a patriotic agenda here: the new texts remove the voluptuous softness associated with Italian imports, instead reinforcing the Teutonic qualities of 'dignity' and 'gravity' that can build virtue in the schoolboys.
The ability of contrafacta to purify Italian music is also described in the commendatory poems for the 1587 Primus liber suavissimas…cantilenas. As the verse written by Michael Julius (deacon at the Margarethenkirche in Gotha) explains:
The Italian song here forms resounding rhythms Yet previously it came from an unclean mouth.
Now with changed words and unchanged music
Every crowd sings it, celebrating its having been made by the awesome God. 68 The phrase 'resounding rhythms' evokes a Melancthonian sense of music's harmonic ratios and their power to control the emotions. This power is of divine origin ('having been made by the awesome God') and can be recovered by replacing the erotic words with wholesome ones; the musical notes do not require alteration. As in Alber's and Knaust's statements, the poem emphasises the intrinsic holiness of music, a holiness that facilitates the making of contrafacta.
The Lutheran belief in the inherent virtue of music implies that a vocal composition can exist independent of its text, and that a contrafactum can obliterate 67 Table 1 81 Schröter therefore reworked villanellas which had been published up to thirty years earlier and which already had a rich reception history.
[Insert Table 1 German patriots, however, the erotic content of villanellas would have confirmed their critique of aristocrats and merchants as degenerately aping Italian hedonism.
Even outside the domain of connoisseurs, several villanellas achieved popular dissemination in German-speaking lands. Often they circulated in tablature, without the Italian texts that were problematic for many Germans. Lassus's villanellas including 'La cortesie' and 'Madonna mia' appeared in Sixt Kargel's lute books published in Strasbourg in the 1570s. 90 Two villanellas from Donato's collection appear in the 1571 keyboard Tabulaturbuch edited by the Leipzig organist Elias Nikolaus Ammerbach, and another is in Ammerbach's 1583 anthology; Ammerbach gives no composer ascriptions for these pieces, and presents two of them with German titles, showing they were already circulating in Germanised forms. 91 One of these villanellas ('Se pur ti guardo') was also published with German sacred words 'Allein nach dir, Herr Jesu Christ' by the Erfurt firm of Baumann in a 1572 partbook collection of devotional music. 92 Later this same tune would be used in a mechanical clock for Philipp II of Pomerania, and the connoisseur Philipp Hainhofer correctly identified its German and Italian titles. 93 The new text paraphrases Jesus's explanation that blind people are born not because they or their parents have sinned, but rather because God brings forth a diversity of creatures to display His glory and power. 97 The climactic crowing is now set to the words 'Gloria'; phallic jesting has become a lesson in moral theology for schoolboys. namely to translate the foreign into familiar terms. 99 In turn, Helmbold and Schröter's contrafacta gained their own lives, being copied in manuscript partbooks and tablatures (see Table 1 ). For instance, Johann
Velbonius, the tutor of the Lüneburg patrician Franciscus Witzendorff in the 1590s, copied four pieces from the collection for the benefit of his teenage pupil. 100 Table 2 ). In at least one case (no. 13, 'Hat Gott der Gnad vergessen', a version of Psalm 77.10) the same Biblical motto is found in the funeral sermon of the nobleman in question. 108 It is therefore possible that some of the contrafacta were made for aristocratic patrons, using their personal mottos (symbola).
On the other hand, as will be shown below, some of the texts have a didactic tone that indicates a likely audience of schoolboys.
[Insert Table 2 near here]
Bacusius's anthology contains contrafacta of twenty-six pieces, scored for four to eight voices in a range of styles from the lighter canzonetta to the more serious madrigal (see Table 2 ). The strophic structure and rhythmic energy of the canzonetta Table 2 ). The Italian editions presumably used by Bacusius were not Bacusius replaced these words with text taken verbatim from Paul Rebhun's
Lutheran school drama Ein geistlich Spiel von der Gotfurchtigen vnd keuschen Frawen
Susannen (Zwickau, 1536). The play is a didactic retelling of the apocryphal story of Susanna: two elders spied on her bathing, and when she resisted their lecherous demands, they sentenced her to death on false charges of adultery. Bacusius used the text from the chorus at the end of Act II, which warns about the injustice of the world and the corrupt acts of the powerful. 115 The first two strophes are as follows:
114 I am very grateful to Carlo Cenciarelli for his help with this translation. 115 Text and bicinium setting in P. Wer steht, mag wohl zusehen, daß er nicht falle. Whoever stands, must take heed that he never falls.
Gabrieli 133 [Insert Table 3 Later in the strophe the 'fa-la' refrain is set to 'Halleluja'. In other pieces within the collection, Lindemann replaced the nonsense syllables with a description of the angels' songs of praise (as in 'Wolauff ihr Musicanten', based on 'Questa dolce sirena', or 'Lieben Christen singet alle', based on 'O compagni allegrezza').
[Insert Example 5 near here]
Probably because of their catchy rhythms, Lindemann's contrafacta achieved widespread popularity. Copies of the printed edition were owned by educational institutions such as the school of St Anna in Augsburg, 143 Individual pieces were also copied scribally, as shown by the concordances listed in Table 3 . Nine pieces Significantly, Lindemann's triple-time contrafacta (such as 'In dir ist Freude') were not among his hymns included in the official 1646 Gotha hymnal (see Table 3 ).
Conclusion
The arguments in this article have been extrapolated from fragmentary evidence. Elmenhorst, a defender of the opera, satirised such an attitude by expressing surprise that the performance of Italian motets in church did not also engender dangerously immoral Italian attitudes. 153 Future research could therefore explore how these patriotic discourses contributed to definitions of national musical styles from the late seventeenth century onwards, including the emerging idea of a distinctively German music characterised by its complexity and profundity.
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